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Chevere 
Canci6n de cuna para dohnir a un negnito 
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THE SOLOISTS' COMPETITION 
'\ + 
Each year, in hundreds of performances that range from solo recitals, 
chamber music concerts, operas, to orchestral and choral concerts, the 
School of Musit of<the Boston University College of Fine Arts celebrates the 
inquiring tl)inds an~ thrilling talents of its instrumental, vocal, and 
composition students. Once a year, however, a select few students are 
chosen to represent the work of all their colleagues in a special, culminating 
concert of the Boston University Symphony Orchestra. Selected through a 
competition, first by their resp~ctive departments and then by an 
independent panel of highly respected musicians from the Boston area, 
these students are among the most gifted and advanced in the school. 
Their work in confronting the challenges of the concerto and aria repertoire 
s.er- as an ongoing inspiration to the entire school, students, and faculty 
aL: 
- David Hoose 
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TEXTS AND TRANSLATIONS 
Xavier Montsalvatge 
Cinco canciones negras 
Cuba dentro de un piano 
Text by Rafael Alberti 
Cuando mi madre llevab_a 
Un sorbete de fresa por sombrero. 
Y el humo de los barcos 
Ailn era humo de habanero. 
Mulata vuelta abajera, 
Cadiz se adormeda, 
Entre fandangos .y habaneras, 
Yun lorito al pian~ .. , .. 
Queria hacer de tenor. 
Dime donde esta la flor 
ql'" hombre tanto.,venera . 
l'v~ Antonio volvia 
con su aire de insurr.ecto 
La Cabana y el .. Prfrciee sonaban 
por los patios del Puerto. 
Ya no brilla la Perla azul 
de! mar de las Antillas. 
Ya se apag6, se nos ha muerto. 
Me encontre con la bella Trinidad: 
Cuba se habia perdido.: 
Y ahora era verdad,- era verdad, 
no era mentira, _ . , 
LJn canonero hu,iAo. peg6 _ 
cantandolo en guajiras, 
L~ Habana y~ se.,.percb6. 
Tuvo la culpa el dinero . . 
Callo, cay6 el canonero. 
Pero despue~, , pe;i:q jah despues! 
Fue cuando al '~-~i")o hicier~:m "yes". 
Five black songs 
Cuba inside a piano 
When my mother wore 
A strawberry-sherbet for a hat, 
and the smoke from the ships 
was still made in Havana 
dark as a girl from Vuelta Abajo 
Cadiz went to sleep 
between fandangos and habaneras, 
and a little parrot at the piano 
tried to sing tenor. 
Tell me where the flower is, 
That man so intently worships 
My uncle Antony returned 
with his insurrectionist1 air 
The Cabana and the Principe2 
resounded 
through the patios near the harbor. 
No more shines the blue pearl 
of the Caribbean sea; 
it's gone out, it's died on us. 
I found myself in beautiful Trinidad: 
Cuba had been lost, 
and that was true, quite true; 
it was no lie. 
A fleeing gunboat arrived 
singing it in guajiras3, 
Havana was already lost; 
Money was to blame. 
The gunboat fell -silent. 
But it was later on, ah later on 
When they took "si" and turned it into 
"yes". 
1 Insurrectionists wanted to free themselves from Spanish colonial rule. 
2 Colonial fortresses guarding the entrance to Havana harbor-the guns of the barracks and the fort could be heard. 
3 A type of narrative Cuban folk song. 
Punto de Habanera 
Text by Nestor Lujan 
La nifia criolla pasa 
con su mirifiaque blanco 
jque blanco! 
Hola, cresp6n de tu espuma, 
jMarineros contempladla! 
Va mojadita de lunas 
que le hacen su pie! mulata. 
Nina no te quejes, 
Tan solo por esta tarde. 
Quisiera mandar al agua 
que no se escape de pronto 
de la carcel de tu fa lda 
Tu cuerpo encierra esta tarde 
Rumor de abrirse de dalia . 
Nifia no te quejes, 
tu cuerpo de fruta esta 
dormido en fresco brocado. 
Tu cintura vibra fina 
con la nobleza de un latigo. 
Toda tu piel huele alegre 
a limonal y a naranjo. 
Los marineros te miran 
y se te quedan mirando. 
La nifia criolla pasa 
con su mirifiaque blanco. 
jque blanco! 
Chevere 
Tex t by Nicolas Guillen 
Chevere del navajazo 
Se vuelve el mismo navaja . 
Pica tajadas de luna, 
mas la luna se le acaba; 
pica tajadas de sombra, 
mas la sombra se le acaba; 
pica tajadas de canto, 
mas el canto se le acaba, 
iY entonces, pica que pica 
carne de su negra mala! 
1 A person born in Cuba of Spanish descent. 
Habanem Rhythm 
The Creole1 girl goes by 
in her white crinoline. 
How white it is! 
What a spray your crepe skirt 
makes, girl. 
Sailors, get a look at her! 
She walks, moist from the 
droplets, 
on her dusky skin. 
Little girl, don't complain 
At least for this evening. 
I'd like to order the water 
not to escape too soon 
from the prison of your skirt. 
Your body encloses, thi s evening, 
the murmur of a dahlia open.; :\\ 
Little girl, don't complain '/I 
your body is asleep like a fruit 
wrapped in its fresh brocade. 
Your slender waist quivers 
with the nobility of a whip. 
Every inch of your skin smells 
gloriously 
of lemon and orange trees . 
The sailors look at you 
and cannot stop looking. 
The Creole girl goes by 
with her white crinoline. 
How white it is! 
The man with the scar 
The man with the scar from a 
razor 
becomes quite a razor himself. 
He cuts the moon up in slices, 
but the moon is soon finished up; 
he cuts shadows in slices, 
but the shadows are soon finished 
up; . 
he cuts up songs in slices, 
but the songs are soon 
finished up; 
and then he slashes- awaY' 
at the flesh of his bad black 
woman! 
Canci6n de cuna para dormir a un negrito 
Text by Ildefonso Pereda Valdes 
Ninghe, tan chiquitito el negrito 
que no quiere dormir. 
Cabeza de coco, grano de cafe, 
con lindas manitas, con ojos grandotes, 
como dos ventanas que miran al mar. 
Cierra los ojitos, negrito asustado; 
el mandinga blanco te puede comer 
jYa no eres esclavo! 
Y si duermes mucho, 
el senor de casa promete complar 
Cradle song for a Little Black Baby 
Ninghe, little tiny one, little black 
child, 
who won't go to sleep. 
Coconut head, head like a coffee 
bean, 
with pretty hands, with eyes so big, 
like two windows looking out to sea. 
Close your little eyes frightened 
little black boy; 
.the white boogey-man is going to 
come and eat you. 
You're not a slave-boy anymore! 
and if you sleep a lot, 
the master of the house has 
promised to buy you 
tr·.. on botones para ser un "groom". a suit with buttons so you can be a 
Ninghe, duermete negrito, 
Cabeza de coco, grano de cafe. 
Canto Negro 
Text by Nicolas Guillen 
jYambamb6, yambambe! 
Repica el congo solongo, 
repica el negro bien negro. jAoe! 
Congo solongo del Songo 
.baila yamb6 sobre un pie. 
j..Yambamb6, yambambe! 
Mama tomba serembe cuseremba, 
el1negro canta y se ajuma. 
Mama tomba serembe cuseremba, 
el negro se ajuma y canta. 
Mama tomba serembe cuseremba, 
el negro canta y se va. 
Acuememe seremb6 ae, 
yambamb6,. ae, yambambe a6. 
Tamba, tamba, de! negro que tumba, 
"groom". 
Ninghe, sleep little black one, 




Rhythm of the lonely Congo, 
Rhythm of the very black man. jAoe! 
The lonely Congo goes on, 
Dances yambo on one foot. 
Yambamb6, yambambe, 
Mama falls flat, just look at that, 
the black man sings and gets drunk. 
Mama falls flat, just look at that, 
The black man gets drunk and sings. 
Mama falls flat, just look at that, 
the black man sings and off he goes. 
Sleep with me, seremb6, ae, 
yambamb6, ae, yambambe a6. 
tamba, tamba, look at the Negro 
falling 
tamba del Negro caramba, caramba tamba the Negro falls, caramba 
caramba que el Negro tumba, caramba, the Negro falls, 
iYamba, yamb6! jYambamb6, yambambe! jYamba, yamb6! iYambamb6, 
yambambe! 
ya!l1b6 .sabre un pie! He dances yambo on one foot! 
1 
These are African rhythms and Yoruba words, language spoken in Sudan, it belongs to the Guinea group and is 
mainly spoken in South Guinea. 
PROGRAM NOTES 
Mikhail Glinka 
Overture to Ruslan and Lyudmila 
Mikhail Glinka is often credited with establishing a national style of 
composition in Russia, although his first opera, A Life for the Tsar, is more of a 
synthesis of nationalistic elements with techniques imported from Western 
Europe. Nevertheless, Glinka's efforts were successful with the patriotic 
audiences of his homeland. Moreover, his first opera brought Russian music to 
international attention and helped establish its place in the standard repertoire, 
while earning the admiration of composers such as Liszt and Berlioz. Glinka's 
second opera, however, did not fare as well. Due to a newly-opened Italian 
opera company in St. Petersburg, the public's appetite had changed somewhat 
by the premiere of Ruslan and Lyudmila in 1842. The opera as a whole was 
deemed dry and lacking in melody and it has been reported that the work so 
bored the Tsar's brother that he actually sent his delinquent soldiers to see it as 
punishment. 
The opera is set in a fairy-tale world of princesses and sorcerers, and bt" ~. 
on a convoluted plot that features a prophetic giant disembodied head (eve. ri 
champions of the opera's music have criticisized its dramaturgy.) These 
putative problems have, of course, no bearing on the overture, which is a 
delightful romp. The piece begins with furious rapid scalar passages in the 
strings, which yield to a lyrical second theme in the violas and then in the 
violins, featuring the characteristically Russian quick flip between major and 
minor tonality. Towards the end of the overture, after these two chief themes 
are developed and recapitulate, another typically Russian device appears 
briefly: a descending whole tone scale in the lower register, usually e nployed 
to signify evil. 
Ramon P. Castillo 
Octo 
Octo is a rhythmically intense piece influenced heavily by my experience 
playing jazz guitar in various ensembles. In those groups, I always perceived 
my role as a guitarist as being fairly minimal. Most tunes relied on the piano for 
harmonic support, and I played along with the ride cymbal keeping time. I 
played more quarter notes in one concert than most people do in ten. Such a 
simple existence allowed and required me to really listen to my surroundings. 
It seemed fitting to apply what I knew from performance to the composition of 
Octo, even though the orchestra is not a big band. Orchestras do not (regularly) 
swing or take extended improvised solos, therefore, I could not simply transfer 
my jazz performing experience directly into a suitable orchestral piece. 
Octo is not intended to sound like an orchestra playing jazz. Instead, it is a 
rhythmically charged piece with the aesthetic charm of a big band. There is a 
bit of improvisation towards the end of the piece, where the brass and piano 
have rhythms and general melodic motion notated but no specific pitches. 
Overall, Octo is divided into three smaller sections. The first and third are 
very machine-like; there is an almost constant building of tension froill; the. ~ 
beginning of these sections to the end. The middle section serves as a lync -
departure from its neighbors. A solo violin first presents the melody; it is then 
brought back and varied among other soloists and instrumental sections; and 
the section ends with a feeling of agitation. A unifying concept throughout all 
-
l 
thfee sections is layering of textures; quite often, melodic lines are thickened by 
various instruments sustaining individual notes. Many of the recurring themes 
In the piece were built from various eight-note scales, thus the inspiration for 
the title. 
- Ramon P. Castillo 
franz Joseph Haydn 
Cello Concerto in C Major, Hob. Vllb: 1 
Franz Joseph Haydn was such a prolific composer-writing over 100 
symphonies, 83 string quartets, 18 operas, 51 piano sonatas, among numerous 
other works-it would seem inevitable that a few pieces might fall through the 
cracks of historical record. The Concerto for Cello in C Major was one such 
work, not surfacing until 1961 at the National Museum in Prague. Prior to this 
revelation, the only evidence of its existence had been a mysterious entry in 
Haydn's personal work catalogue, the "Enwurk-Katalog," begun in 1765. The 
Prague discovery consisted only of copies of the parts, probably written out by 
Joseph Weigl, a talented cellist in the orchestra at Esterhazy and a good friend 
ta aydn (the composer served as godfather to Weigl's son), for whom the 
rto was possibly composed. The date of composition has been set 
so ewhere between 1762 and 1765, owing to certain structural and stylistic 
similarities between the concerto and Haydn's symphonies of that period. 
Even with the work's delayed appearance in Haydn's ceuvre, the concerto 
has had no trouble finding a prominent place in the cello repertoire. In the 
opening Moderato, Haydn exploits the timbral diversity of the instrument, from 
the rich depth of the inaugural quadruple stop to the dolce higher register. The 
Adagio is suitably expressive, and Haydn continues to rely heavily on the 
motivic "tum" figures and scalar passages that played a prominent role in the 
first movement. The Finale exhibits the soloist at his most virtuosic, leaping up 
and down the fingerboard in rapid digital acrobatics. 
' Xavier Montsalvatge 
'Cinco canciones negras 
Xaxier Montsalvatge was born in the city of Gerona, in the region of 
:dortheast Spain known as Catalonia. He studied at the conservatory in 
Barcelona, where he had early success as a critic and a composer of some 
nineteen ballets. Reacting against the prevailing Germanic trends in the music 
of his teachers and colleagues, he looked to Stravinsky and the French, 
particularly Les Six, for inspiration. 
As he matured, Montsalvat.ge came under more nationalistic influences. 
He traveled to the West Indies to collect folk songs, especially those of Cuba, 
With which the Catalan people had close ties because of emigration to and from 
the colonies. Montsalvatge noted the resultant confluence of musical traditions: 
"West Indian musical style ... was itself originally Spanish, exported overseas 
and then re-imported into our country, and ... finds a place at the periphery of 
our traditions as a new, vague, and evocative manifestation of musical 
lyricism." 
is .rhythmically vital marriage of African-American, Spanish, and Cuban 
rn1 
ll. colprs Cinco caniones negras, composed for voice and piano between 1945 
and 1946, and orchestrated in 1949. Dance rhythms such as the habanera and 
the tango are prevalent. The poems - by Nicolas Guillen, Idefonso Pereda 
Valdes, Nestor Lujan, and Rafael Alberti-illustrate the juxtaposition of 
tranquility and violence in the colonial West Indies and the music does likewise: 
im------------------------------------------
a touch of dissonance here and there bespeaks an awareness of the more 
oppressive effects of imperialism, but whimsy in the melody and 
instrumentation evokes the pleasures of island simplicity. Montsalvatge paints 
the text using varied techniques, with sparse and even ironic scoring (the muted 
trumpets and their melody in the first song seem bittersweet given the text) but 
also with an ominous heaviness that betrays his sense of drama. 
Dmitri Shostakovich 
Violin Concerto No. 1 in A minor 
Composing was a delicate matter in Soviet Russia, as the Stalinist 
government had stringent ideas regarding what sort of music was "acceptable." 
No artist better illustrates the difficulties composers faced than Dmitri 
Shostakovich, who first found himself in a precarious position in 1936 because of 
his opera, which had enraged Stalin due to its negative portrayal of the state-
Shostakovich soon learned to watch his step. Political caution likely caused 
trepidation in the case of the First Violin Concerto, which Ian MacDonald has 
charmingly described as "too hot a potato for its time." Written between 1947 
and 1948 for violinist David Oistrakh, the work was not performed until 9 
October 1955,with Oistrakh the soloist and Yevgeny Mravinsky conducting H 
Leningrad Philharmonic. 
There was much in the piece to recommend that its premiere best be 
delayed. The work was potentially objectionable because it includes Jewish folk 
melodies, and anti-Semitism was endemic in Stalin's government. The scherzo 
of the Concerto contains the composer's monogram, DSCH, spelled out with the 
notes D/E flat/C/B (in German, the letter "s" represents E flat, and "h" 
represents B); this sort of personal touch, elsewhere employed in the Tenth 
Symphony and Eighth String Quartet, was at odds with Soviet aesthetic ideals. 
ln addition to the concerto's inherent "flaws," Shostakovich had recently run 
afoul of musical orthodoxy again, when his fellow composers publicly accused 
him of "formalism," a shameful taboo when music should be proletariat 
accessible. 
The time, perhaps, was not right for the work's premiere until after 1953, 
when Stalin died following twenty-eight years of murderous, oppressive rule. 
Though the work received its opus number at the time of its debut, Shostakovich 
always expressed his wish that it be catalogued according to its original 1947 
opus number of 77, perhaps to remind people of why it was initially suppressed. 
- Program notes by Michael Nock 
THE ARTISTS 
Mihail Jojatu was born in Romania and studied at the Bucharest Academy of 
tvfusic before coming to the United States in 1996. He attended the Boston 
Conservatory of Music where he studied with former Boston Symphony Orchestra 
cellist Ronald Feldman and worked privately with Bernard Greenhouse. Presently, 
tvfr. Jojatu is working toward his Performance Diploma at Boston University under 
BSO principal cellist Jules Eskin. 
Mr. Jojatu's numerous awards include winning the Aria Concerto Competition 
at the Boston Conservatory and the Carl Zeise Memorial Cello Prize while attending 
the Tanglewood Music Center. He has performed as guest soloist with the Radio 
Television Orchestra of Bucharest, and he also has won many prizes in Romania 
for solo and chamber music performance. He is currently a member of the Triptych 
String Trio based in Boston. Mihail Jojatu joined the BSO cello section in December 
2001. 
Melina Pineda is a native of Tegucigalpa, Honduras, where she appeared as 
· a in Rossini's Barber of Seville, as well as soloist with the National Symphonic 
.stra of Honduras and the Summer Music Festival of Honduras, featuring 
se ected arias, and a series of solo recitals . This past January she sang a Spanish 
song recital for the Presidential Inauguration in Honduras . She is currently 
attending the Boston University Opera Institute where she has performed the 
roles of Dinah in Trouble in Tahiti; Mrs. Cornett in Jorge Martin's Tobermory; Beatrice 
in Beatrice and Benedict; Trommler in Ulmann's The Kaiser from Atlantis; Dorabella in 
Cosi fan tutte; and most recently Prince Orlofsky in Die Fledermaus. Other roles 
include Adah in Victor Herbert's Naughty Marietta with the Utah Festival Opera 
Company, Thibault in Verdi's Don Carlos with Boston Lyric Opera, and Historicus in 
Carissimi's Jephte with Boston Baroque. This coming September she will appear as 
Mercedes in Boston Lyric Opera's Carmen. 
Her participation in oratorio and symphonic works include Mozart's Exsultate 
Jubilate and Regina Coeli, Kl08; highlights from Johann Sebastian Bach's Christmas 
Oratorio and Ximena Andonie's Morazan Vive (World Debut-Honduran Composition). 
4s a Walton International Scholar recipient, she attended the University of the 
Ozarks in Clarksville, Arkansas, where she graduated Summa Cum Laude with a 
degree in Business Administration and a minor in Music . . She earned her Master 
of Music degree in Opera from The Boston Conservatory. 
Sarita Uranovsky was borI1 in Cape Town, South Africa, in 1975. Since her 
debut at the age of 15, she has appeared as soloist and in recital on both native and 
international stages. She has performed with the Natal Cape Town Philharmonic, 
the Royal Scottish Academy of Music and Drama (RSAMD), and the University of 
Miami Symphony Orchestras as well as the Cape Town Baroque Ensemble under 
the batons of Patrick Thomas, Tamas Veto, and Victor Yamplosky, among others. 
Ms. Uranovsky has been concertmaster of the Boston University Symphony 
Orchestra in addition to the University of Miami and RSAMD Symphony Orchestras. 
She is currently assistant concertmaster of the Cape Symphony Orchestra. 
s. Uranovsky has received masterclasses from artists including Felix 
A. vsky, Aaron Rosand, Sylvia Rosenberg, and Pinchas Zuckerman. She 
Won the Ellie Marx Memorial Scholarship and was category winner in the 
Trustbank High School Competition in 1993. She was also silver medallist and 
llniversity of Natal Prize winner at the SASOL Music Competition in 1995. In 
1998, Ms. Uranovsky was awarded an Audrey Macklin Bursary from the 
Associated Board of Royal Schools of Music and won the prestigious Governors 
Recital Prize at the RSAMD as well as the Ian D. Watt and Dunbar Gerber Prizes 
for violin and piano duo. She has recorded and broadcasted for both the BBC 
and SABC. Ms. Uranovsky performs regularly with pianist Rachel Fryer for Sir 
Yehudi Menuhin's "Live Music Now!" Scheme and has appeared as first violinist 
of the RSAMD Quartet in concert for HRH Prince Charles, HRH Princess Anne 
and at the church of St-Martin-in-the-Fields. ' 
Ms. Uranovsky is currently an Artist Diploma student of Bayla Keyes at the 
Boston University School of Music, where she is a recipient of the Dean's 
Scholarship. 
THE CONDUCTORS 
David Hoose is Director of Orchestral Activities at the Boston University 
School of Music and is music director of three distinguished organizations: the 
Cantata Singers & Ensemble, Collage New Music (both of Boston), and the 
Tallahassee Symphony Orchestra. He has appeared as guest conductor of ti--
Saint Louis Symphony Orchestra, Singapore Symphony Orchestra, Utah 
Symphony Orchestra, Korean Broadcasting System Symphony Orchestra (KBS , 
Orchestra Regionale Toscana (Italy), Boston Symphony Chamber Players, 
Handel & Haydn Society, and the June Opera Festival of New Jersey. Mr. Hoose 
has conducted the American-Soviet Festival Orchestra, Emmanuel Chamber 
Orchestra, Pro Arte Chamber Orchestra, Back Bay Chorale, Chorus Pro Musica, 
Quad City Symphony, Ann Arbor Symphony, and Cayuga Chamber Orchestra, 
as well as at the New Hampshire, Warebrook, and Tanglewood Music Festivals. 
He has also been a guest conductor at the Eastman School of Music, the 
Shepherd School of Music at Rice University, the University of Southern 
California School of Music, and the New England Conservatory. 
Mr. Hoose has been a recipient of the ASCAP Chorus America Award for 
Adventuresome Programming (with the Cantata Singers & Ensemble), has been 
recognized as Musician of the Year by the Boston Globe, and has received, as a 
member of the Emmanuel Wind Quintet, the Walter Naumburg Award for 
Chamber Music. As a conducting fellowship student at the Tanglewood Music ' 
Center, he was a recipient of the Dmitri Mitropoul9s Award. Mr. Hoose's 
recordings appear on the Koch, Nonesuch, Delos, CRI, GunMar, and New World 
labels. 
Richard Cornell received his music education at the Longy School of Music, 
the New England Conservatory, and the Eastman School of Music where he 
studied with Joseph Swantner, Samuel Adler, and Robert Morris . He has served 
on the faculties of the Longy School of Music, the Berkshire Music Center 
Tanglewood, and the Massachusetts Institute of Technology. He is Associate 
Professor of music at the Boston University School for the Arts, where he 
teaches composition, theory and electronic music. His works have been 
performed by the New England Philharmonic, Boston Musica Viva, Collage New 
Music, Triple Helix, the Dinosaur Annex, ALEA III, the Pro Arte Orchestra, <J . 
the New England Composers' Orchestra. His work Thrush.field was featured L -
the musical Spring Festival 2000 in St. Petersburg. The Harvard Musical 
Association commissioned his Quartet (2000) for the Muir String Quartet. His 
electronic music for theater and dance has been given by the Blue Heron 
Theater in New York and by Beth Soll & Co. in Boston, Santa Fe, Los Angeles, 
and Russia . His work has been recognized by awards and grants from the 
Massachusetts Cultural Council, the National Endowment for the Arts, the St. 
Botolph foundation, the New England Foundation for the Arts, and with 
residencies at both MacDowell and Yaddo arts colonies . Professor Cornell 
studied conducting at the Pierre Monteux Domaine Musicale with Charles Bruck. 
He has appeared as a guest conductor with the Boston University Symphony 
Orchestra. 
Samuel Pascoe is a doctoral student in Orchestral Conducting at Boston 
University where he studies with David Hoose. Born in Mexico City, Mr. Pascoe 
graduated from the National Autonomous University of Mexico in 1991 as a 
piano performance major. He then continued to complete his master's degree 
in choral conducting with a composition emphasis from Westminster Choir 
College in Princeton, New Jersey, where he studied with Joseph Flummerfelt 
and Stefan Young. 
Since 1993, Mr. Pascoe has been a full-time professor at the National School 
of Music of the National Autonomous University of Mexico, where he teaches 
cha ber music and theory. In 1998, he was appointed music director of the 
t · rsity's symphony orchestra, a position he held until this past summer. He 
also the conductor of the Coro de Madrigalistas, a professional choir of the 
National Institute of Fine Arts in Mexico City, and of the KONTEMPO Ensemble, 
a contemporary chamber ensemble. He has served as the Music Director of 
the Academia de Mexico Chamber Orchestra, and has been a regular guest 
conductor of the AMEN Choir, with whom he has performed numerous 
oratorios. 
As a composer, Mr. Pascoe has won several awards, including a second and 
fourth place in the annual National Choral Composition Competition in Mexico. 
Some of his compositions have been recorded on the Urtext label, including his 
Trio No. 1 for string trio, Lyric Piece for cello and piano, and a commissioned piece 
, for soprano, two oboes, cello, bass, and marimba, which will be recorded next 
,spring. 
Sergey Khanukaev received his Ph.D. in music theory from the Moscow 
Q;nessin Music Institute and his M.A. with Honors in Symphonic and Operatic 
Conducting from the St. Petersburg State Conservatory. He has had diverse 
experience conducting ballets, operas, and symphonic orchestras. His notable 
symphonic appearances have been with the Jerusalem Symphony, the Haifa 
Symphony, and the Latvian Philharmonic Chamber orchestras. He is currently 
the Music Director of the Israel '"Classica" Orchestra. Dr. Khanukaev has 
received numerous awards including the special scholarship for Outstanding 
New Immigrant Musicians of the Israeli Ministry of Absorbtion and special prize 
in the Austrian International Course for Conductors. He has several recordings 
extant on the Israel Broadcast Authority. 
Dr. Khanukaev is currently enrolled in the Doctoral of Musical Arts 
Orchestral Conducting program at Boston University School for the Arts where 
he studies with David Hoose. 





























































Young Woon Chung 
Sara Sitzer 
Bass 


































































* principal in Glinka 
A principal in Montsalv· ' 
# principal in Haydn 
@ principal in Castillo 
+ principal in Shostakovich 
Contributors to the College of Fine Arts Music Programs 
200,000 + 
Surdna Foundation, Inc. 
100,000 + 
The Estate of Mary Gannam 
50,000 + 
G.C. Andersen Family Foundation 
The Blount Foundation, Inc. 
The Clowes Fund 
Mr. and Mrs. Richard 1. Hay 
in memory of Timothy Edwin Hay 
10,000 + 
Edward Avedisian 
The Cricket Foundation 
Helen Salem Philbrook 
Trust for Mutual Understanding 
Virginia E. Withey 
5r 
1 te Alighieri Society 
Mr. tonic M. Galloni 
Esther B. Kahn Charitable Income Trust 
Marjorie McDonald 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
1,000 + 
Avedis Zildjian Company 
Eugene and Virginia Brown 
Dorothy D. Cameron 
Elizabeth D. Campbell 
Saul B. Cohen 
Douglas D. Collins 
, Lucile L. Dahlstrom 
William E. Earle 
' Dean S. Edmunds Foundation 
The Estate of Charles E. Fox 
~nn and Gordon Getty Foundation 
High Meadow Foundation 
Phyllis Hoffman 
Noel S. Jackson 
The Kaplan Foundation 
Edwin C. Laird 
Ruth R. Levine 
William E. Lord 
Montgomery Symphony Association 
Phoenix Symphony Guild 
Herbert Schilder 
Joan B. Schilder 
Mrs. Anne Marie Soulliere 
Charles Stakely, j r. 
Bob and Anne Woolf Charitable Foundation 
The Gilbert P. and Martha A.O. Verbit Foundation 
Norman E. Turner 
TJX Foundation 
500 + 
john A. Davidson 
M. Taylor Dawson, Jr. 
Ann B. Dickson 
Carolyn B. Fowles 
Howard D. Goettsch 
The Halcyon Foundation 
Col. Capers A. Homes, USAF (Ret.) 
Ann Howard Jones 
!LC Industries Foundation 
Anne D. King 
Steven W. Lewis 
Beatrice S. Rose 
Mose W. Stuart lll 
Union Oyster House 
Young Musicians Foundation 
250 + 
Estate of Constantin Alajalov 
Brookline Library Music Association 
Ms. Beth S. Chen Buslow 
john and Harriet Carey 
Richard Carmel Charitable Remainder Trust 
Dorrit P. Castle 
Edna L. Davis 
Miller Bonner Engelhardt 




James E. Klingler 
James L. Loeb 
john E. Loveless 
Margaret A. Metcalf 
Rabbi Lewis Mintz 
Michael Orzano 
Ms. Diane Pettipaw 
Rayburn Musical Instrument Company 




Elisabeth P. Thompson 
Contributors to the Music Programs belong to a special group of people responsible for the 
support of educational activities, events, programs, perfonnances and many other departmental 
needs. 
Yo help support these talented young artists by joining the Friends of Music at the College 
of } n. Arts. For information, please contact Ellen Carr at the Boston University College of 
Fine Arts, 855 Commonwealth Avenue, Boston, MA 02215 or call (617) 353-8783 . 
Due to program deadlines, some donor names may be absent from this list . Thank you for your 
understanding. 
Boston University School of Music Faculty 
Strings Timothy Genis percussion Linda J iorle-Nagy j oel Sheveloff" 
Steven Ansell viola• Ralph Gomberg oboe Konstantinos Papadakis Lisa U rkevich• 
Edwin Barker ba6s Ian Greitzer clarinet Collaborative Piano Jeremy Yudkin• 
Lynn Chang violin Toby Hanks tuba Roland jaeckel Theory and 
Iseut Chuat cello Ronald Haroutunian Shiela Kibbe• Composition 
Peter Clemente guitar bassoon Robert Merfeld Martin Amlin• 
Andres Diaz cello Scott Hartman trombone• Organ Theodore Antoniou• 
Jules Eskin cello Gregg Henegar bassoon James David Christie Whitman Brown 
Raphael Hillyer viola Daniel Katzen horn NancyGranert Richard Cornell• 
Bay la Keyes violin• Christopher Krueger flute Gerald Weate• Lukas Foss• 
Michelle Lacourse viola• Lynn Larsen horn Voice Charles Fussell• 
Lucile Lawrence harp Charles Lewis trumpet Sarah Arneson• John Goodman• 
Carol Lieberman violin Richard Mackey horn Penelope Bitzas• Samuel Headrick• 
Lucia Lin violin• Marya Martin flute Claudia Catania• Ludmilla Leibman• 
Malcolm Lowe violin Thomas Martin clarinet Kendra Colton Marjorie Merryman• 
Dana Mazurkevich violin Richard Menaul horn Phyllis Curlin Tetyana Ryabchikova 
Yuri Mazurkevich violin• Michael Monaghan Sharon Daniels• Tison Street 
lkuko Mizuno violin saxophone Phyllis Hoffman• Gerald Weale• 
john Muratore guitar Craig Nordstrom clarinet Frank Kelley Steven Weigt• 
George Neikrug cello Richard Ranti bassoo11 Joanna Levy Music Education 
James Orleans bass Thomas Rolfs trumpet joy Mcintyre• Andre de Q~.' ... 
Leslie Parnas cello Matthew Ruggerio bassoon Susan Ormont joy Douglas~ 
Michael Reynolds cello• Eric Ruske horn• Amy Schneider* AnnHowardJ--· ·• 
Todd Seeber bass Chester Schmitz tuba William Sharp• Katherine Leaman 
David Seyer cello Robert Sheena Historical Performance Anthony Palmer 
john Stovall bass English horn Stephen Hammer Conducting 
Roman Totenberg violin Ethan Sloane clarinet• baroque oboe David Hoose• 
Mich ael Zaretsky viola James Sommerville horn Christopher Krueger Ann Howard Jones• 
Peter Zazofsky violi11• Richard Svoboda bassoon baroque flute Davicl Martins 
Woodwinds, Brass, Linda Tooteflute Carol Lieberman Opera Institute 
and Percussion Charles Villarrubia tuba baroque violin Phyllis Curtin 
Laura Ahlbeck oboe jay Wadenfphul horn Martin Pearlman Sharon Daniels• 
Ronald Barron trombone Douglas Yeo trombone chariman William Lumpkin• 
Peter Chapman trumpet Jacques Zoonflute Alice Robbins Chnstien l"olos 
Doriot Dwyer flute Piano viola da gamba Christian Smith 
Terry Everson trumpet• Anthony di Bonaventura• Peter Sykes harpsichord Jeffrey Stevens 
john Faieta trombone Maria Clodes-jaguaribe• john Tyson recorder Allison Voth• 
Richard Flanagan percussion Tong-II Han• Musicology 
•Denotes full-time Joseph Foley trumpet Robert Merfeld john Daverio• 
Marianne Gedigianflute HoriaMihail Elizabeth Seitz• faculty 
Boston University College of Fine Arts Administration 
Jeffrey Babcock Dean 
Walt Meissner Associate Dean 
john Daverio Director ad interim, School of Music 
Roger Meeker Co-Director ad interim, School of Theatre Arts 
Eve Muson Co-Director ad interim, School a/Theatre Arts 
Alston Purvis Director ad interim, School of Visual Arts 
Nancy Lewis Assistant Dean and Executive Officer, School of Music 
Patricia Mitro Assistant Dean, Enrollment Services 
Ellen Carr Assistant Dean, External Relations 
Karla CinquantaAlumni Officer 
Boston University College of Fine Arts 
855 Commonwealth Avenue 
Boston, MA 02215 
(617) 353-3350 
www.bu.edu/cfa 
